























































historical	 examples	 of	 decoratively	 woven	 canvasses,	 the	 aesthetic	 relationship	 between	 canvas	 and	
painting	 has	 rarely	 been	 explored.	 Previously	 a	 cottage	 industry	 in	 the	UK,	 production	 of	 linen	 is	 now	
mechanised	on	an	industrial	scale.	Lost	skills	required	to	process	the	fibre	are	being	re-contextualised	by	
designers	 and	 craftspeople	 for	 the	 sustainability	 value	 of	 slow,	 local	 production	 methods.	 Similar	
principles	 are	 evident	 in	 the	work	 of	 contemporary	 artists	 exploring	 ecological	 themes	 through	use	 of	
nature	 as	 raw	 material.	 This	 paper	 describes	 the	 early	 stages	 of	 Woven	 Within	 the	 Surface,	 a	
collaborative	 interdisciplinary	 project	 to	 grow	 and	 weave	 patterned	 linen	 canvas,	 exploring	






























Wirksworth	 in	 Derbyshire	 (UK).	 This	 includes	 preparing	 the	 land	 for	 sowing	 flax	 seeds	 (fig.1);	 growing,	
nurturing,	 harvesting,	 and	 processing	 flax	 fibres	 to	 produce	 hand-spun	 linen	 yarn;	 hand-weaving	 linen	
canvas;	 creating	 natural	 primers	 and	 paints	 from	 local	 plant,	 animal	 and	mineral	 resources;	 and	 finally	
painting	on	the	woven	surfaces.	The	design	of	the	woven	canvas	and	the	subject	of	the	final	paintings	on	
the	surface	of	it	will	emerge	as	part	of	the	collaborative	process,	influenced	by	background	research	into	




















examples	 of	 contemporary	 craft-based	 approaches	 to	 sustainable	 material	 production	 and	 ecological	
notions	 of	 materiality	 in	 art	 to	 contextualise	 the	 interdisciplinary	 conceptual	 direction.	 Collaborative	







a	 collision	 between	 pre	 20th	 century	 romantic	 paintings	 and	 21st	 century	 images	 of	 the	 universe.	 The	






















Linen	 canvas	plays	an	 important	 role	 in	 the	work,	 chosen	as	his	preferred	 support	due	 to	 its	 lineage	 to	








heritage	 craft	 skills,	 cultural	 heritage,	 and	 community	 wellbeing	 are	 also	 explored;	 often	 through	




textile	 designers	 and	 archaeologists	 to	 create	 a	 series	 of	 four	 textile	 panels	 celebrating	 the	 heritage	 of	
Parkhead,	an	area	with	significant	textile,	political	and	industrial	heritage	in	Glasgow’s	East	End.	During	this	
a	 series	 of	 community	 workshops	 and	 events,	 combining	 weaving,	 creative	 craft	 skills	 and	 historical	
research	explored	and	revealed	the	spirit	of	Parkhead	–	the	stories,	people	and	places	that	make	it	unique	
(Weave	Parkhead,	2015).	The	conversations	had	during	these	sessions	informed	and	inspired	the	design	of	





The	 project	 brings	 together	 both	 collaborators’	 methodological	 approaches	 and	 interests	 in	 place,	
materials,	 processes,	 and	 textile	 patterns	 and	 meanings,	 in	 particular	 those	 of	 Amerindian	 cultures.	 It	



























Linen	 fibre	 comes	 from	a	 specific	 variety	of	 flax	plant	Linum	usitatissimum	 (Buchanen,	1995).	 Seeds	are	
sown	in	April	and	the	plants	mature	in	August,	near	the	end	of	this	process	the	plant	displays	the	fleeting	





oil).	 The	 flax	 is	 then	 taken	 through	 a	 ‘breaking’	 process	 that	 breaks	 the	 inner	woody	 stalk	 into	 smaller	
pieces	 thus	 separating	 it	 from	 the	 flax	 fibres.	 Any	 ‘shives’	 (small	 broken	 woody	 stalk	 fragments)	 still	
attached	 to	 the	 flax	 can	be	 ‘scutched’	 out	 by	 scraping	 the	 fibres	with	 a	 scutching	 knife.	 ‘Hackling’	 then	
involves	pulling	 the	 fibres	 through	metal	 combs	 to	be	 left	with	 long	and	 smooth	 fibres	 ready	 for	 finally	
spinning	into	a	yarn	that	can	be	used	to	weave	(Lutton	2007).		
	
Flax	was	 traditionally	 grown	 in	 Ireland,	 Scotland	 and	N.	 England,	 then	 across	 to	 the	northern	 European	
plain,	 including	 N.	 France,	 Flanders,	 Germany,	 the	 Baltic	 countries	 and	 Russia.	 There	 have	 been	 some	
interesting	 historic	 accounts	 of	 flax	 production	prior	 to	 the	 industrial	 revolution	 in	Derbyshire	 (Bunting,	




dyers,	and	weavers	 -	across	communities.	The	advent	of	 industrialisation	and	cheap	 imported	cotton	by	
the	middle	of	the	18th	century	soon	made	the	time	consuming	process	of	producing	linen	for	personal	use	
a	 thing	 of	 the	 past	 in	 this	 country,	 and	 hence	 the	 skills	 were	 lost	 (ibid).	 These	 lost	 skills	 are	 being	 re-
contextualised	 by	 designers	 and	 crafts	 people	 for	 the	 sustainability	 value	 of	 slow,	 local	 production	
methods,	explored	later	in	more	detail	(see	‘Craft-based	approaches).		
	
Production	of	 linen	 is	now	 largely	mechanised	on	an	 industrial	scale.	The	most	sought	after	 is	European	
linen,	 which	 is	 largely	 grown	 and	 processed	 in	 northern	 France	 and	 Belgium	 (Millot,	 2017).	 Due	 to	 its	
strength,	sustainability	credentials,	and	potential	myriad	of	uses	it	is	increasingly	being	seen	as	a	prestige	
fibre	that	can	be	processed	to	create	high	end	fabrics	for	the	fashion	industry	or	be	combined	with	other	




lighter	 more	 stable	 material	 and	 support	 to	 work	 on	 (Blake,	 2006).	 Properly	 prepared	 linen	 was	 the	









weave	have	been	discovered.	Most	notably,	 the	early	paintings	of	 renowned	17th	 century	Spanish	artist	
Diego	Velazquez,	who	sometimes	used	ornately,	patterned	 linen	textiles	known	as	mantelillos	as	canvas	
(fig.4)	 (Zuccari	 et	 al,	 2005).	 These	 consisted	of	 a	 composite	point	 twill-weave	 fabric,	 unbalanced	due	 to	
having	 a	 denser	 weft	 than	 warp.	 Used	 for	 special	 commissions,	 these	 were	 wider	 than	 ordinary	 plain	















work	 due	 to	 thick	 priming	 and	 paint	 coverage	 (Pacheco,	 1649)	 and	 were	 only	 discovered	 during	
conservation	and	research	using	x-ray	technology	(Zuccari	et	al,	2005).		
	
The	 possibilities	 of	 a	 figurative	 or	 aesthetic	 relationship	 between	 canvas	 and	 painting	 have	 rarely	 been	
explored	 in	 a	 woven	 fabric.	 A	 collaboration	 that	 seeks	 to	 investigate	 this,	 inspired	 by	 Zuccari	 et	 al,	 is	
between	 weaver	 Helena	 Loermans	 and	 art	 historian	 and	 painter	 Marta	 Pokojowczyk	 (Loermans	 et	 al,	
2017).	Since	2014	Loermans	has	been	hand	weaving	exact	recreations	of	patterned	mantelillo	canvasses	
(fig.6),	on	which	Pokojowczyk	then	paints	(fig.7).	In	these	works	most	of	the	patterned	canvas	is	left	bare	







































cultural	meaning	can	be	embedded	 in	 textile	patterns	–	a	well-established	notion	 in	 cultural	and	 textile	
theory.	Decoration	 in	 textiles	 can	be	 seen	as	 transformative,	 their	 visual	 and	 tactile	qualities	playing	an	
important	role	in	sensory	perception,	social	function,	and	our	understanding	of	the	world	(Igoe,	2010):	
	
I	 begin	 to	 see	what	decoration	 is	 for.	 It	 completes.	 It	 brings	buildings,	 objects	 and	 artefacts	 to	
completion	 in	 and	 for	 perception,	 by	 making	 them	 easier	 to	 see,	 more	 finished,	 more	 easily	
focussed	upon.	It	completes	in	and	for	social	use	by	making	them	into	signs	and	symbols	for	our	
endeavours	and	beliefs.	It	completes	in	and	for	pleasure	by	inviting	the	eye	to	dwell	and	the	hand	




from,	 often	 embody	 fractals	 and	 naturally	 reoccurring	 patterns	 and	 forms	 derived	 or	 abstracted	 from	





































which	 she	 describes	 as	 …tactile	 models	 and	 tangible	 representations	 of	 the	 ideas	 we	 humans	 have	
proposed	about	the	interconnectivity	of	the	forces	in	the	universe	(Waldron,	2014).		Within	these	fabrics	a	
visual	 interpretation	 of	 Einstein’s	 theory	 of	 relativity	 is	 brought	 together	with	 the	 ancient	 double-cloth	
Andean	 weaving	 tradition,	 where	 two	 layers	 are	 inter-woven	 to	 create	 two	 faces	 to	 a	 cloth.	 To	 the	
Andeans	double-cloths	were	deeply	symbolic	and	represented	their	ontological	beliefs,	where	fabrics	have	




construction,	 it	 could	be	 seen	as	 somewhat	wasteful	 that	 in	paintings	 the	canvas	 is	 typically	 completely	
hidden	from	view	due	to	being	primed,	painted	and	framed,	with	the	intricacies	of	the	woven	process	lost	
from	view.	In	analysing	the	relationship	between	Bauhaus	painting	and	weaving	theories,	art	historian	T’ai	








Initial	 ideas	 for	 the	project	 have	evolved	 from	 this	 conceptual	 starting	point;	 the	 collaboration	 allowing	
both	artist	and	designer	to	investigate	how	contemporary	woven	linen	canvas	can	be	imbued	with	visual	
and	 conceptual	meaning	 through	 integration	 of	woven	 pattern	 and	 surface	 structure,	 such	 as	 found	 in	














lactic	acid	 (PLA)	 (fig.10),	which	 is	bio-degradable,	 to	develop	sustainable	nonwoven	composite	materials	
and	 explore	 their	 design	 potential	 via	 structural	 and	 decorative	 surface	 patterning	 processes.	 Locality	
played	an	important	role	in	Kane’s	work;	Kate	Fletcher	(2008)	outlines	that	a	society	that	is	locally	rooted	
reflects	the	ideas,	skills,	and	resource	of	a	local	place	as	well	as	an	aesthetic	agenda	that	grows	upwards,	



















2010	 she	 worked	 with	 a	 local	 community	 in	 Lunenburg	 County,	 Nova	 Scotia,	 Canada	 to	 resurrect	 the	




Materials	 play	 a	 vital	 role	 in	 the	 local	 agenda.	 They	 tangibly	 link	 a	 product	 with	 a	 region,	 plant	








Kane	 and	Green	also	 explore	 the	 relationship	between	 craft	 and	 locality	 in	 their	work.	 Kane	 references	
Helen	Rees	(1997:	120)	who	suggests	that	the	attractiveness	of	craft	 lies	 in	 its	explicit	 identification	with	
values	of	social	continuity	and	personal	creativity.	This	 is	perhaps	 facilitated	 	in	part,	as	Rees	 (1997	122-
123)	alludes,	by	the	transparency	of	the	craft	object’s	origination.		Kane	continues	to	say	that	Craft	objects	






These	 examples	 articulate	 concepts	 of	 place,	 production	 and	 sustainability	 that	 will	 be	 embodied	 and	
explored	by	the	authors	through	the	research.	By	 learning	and	engaging	with	craft-based	processes	that	
are	purposefully	pre-industrial,	slow	and	laborious,	we	intend	to	entwine	our	own	personal	narratives	of	




























In	 relation	 to	 contemporary	 fine	 art	 objects,	 artists	 have	 also	 explored	 the	 materials	 that	 they	 use	 in	




















happen.	 In	 subsequent	 projects,	 like	 the	 Clearing	 (2009)	 and	 the	 Lemon	 Tree,	 Newling	 sought	 a	more	



































The	 notion	 of	 the	 peasant	 is	 explored	 politically	 through	 highlighting	 the	 denigration	 of	 the	 peasant	 as	
backward	and	uncivilised,	or	as	a	symbol	that	can	be	romanticised	to	some	idealised	past.	Holmwood	also	
draws	from	Amerindian	ontologies,	specifically	that	nature	is	not	separate	from	culture	and	the	belief	that	




These	 notions	 of	 interconnectivity	 between	 humans	 and	 nature	 have	 been	 the	 contextual	 point	 of	
reference	within	Litherland’s	work	for	some	time.	Mostly	explored	through	his	subjects;	landscape,	nature,	
the	 sublime,	perceptions	of	 space	and	 the	 cosmos	and	his	painting	 technique	of	 slowly	building	 images	


















reflective,	 practice-led	 ‘research	 through	 Art	 and	 Design’	 approach.	 The	 iterative	 process	 will	 be	
documented	 through	a	 range	of	 approaches	 including,	photographic	 and	 video	documentation	of	 every	






























In	 early	 October	 2017	 we	 will	 attend	 a	 workshop	 with	 experts	 at	 Flaxland	 (Cotswolds)	 to	 learn	 more	






Concurrent	 to	 sowing	 the	 flax	 crop,	 the	 process	 of	 collaborating	 on	 woven	 linen	 canvas	 design	 and	
production	began	at	McLaren’s	studio	 in	Primary,	Nottingham	(April	2017).	Using	commercially	available	
and	 vintage	 hand	 spun	 linen	 threads,	 small	 samples	 of	 woven	 fabrics	 have	 been	 developed,	 from	
elementary	 plain-woven	 linens,	 herringbone,	 satin,	 and	 sateen	 structures	 (fig.15)	 to	 introduce	 basic	
processes	and	terminology,	to	more	complex	patterned	and	textured	fabrics	(fig.16).	These	small	samples	


















aesthetically	 and	 contextually	 becomes	 an	 integral	 element	 of	 the	 finished	 painting.	 We	 anticipate	















































While	 the	 project	 is	 currently	 work-in-progress,	 some	 initial	 findings	 reveal	 benefits	 of	 working	 across	
disciplines	in	relation	to	development	of	new	knowledge	and	understanding,	skills,	and	creative	outcomes.		
	
Collaborative	 contextual	 exploration	 has	 provided	 knowledge	 exchange	 between	 practitioners,	 allowing	










The	 lack	 of	 exploration	 of	 the	 aesthetic	 and	material	 relationship	 between	 canvas	 and	 painted	 surface	
emerged	 from	the	background	contextual	 research,	opening	up	 the	potential	 for	 investigation	of	how	a	
craft-based	approach	can	add	aesthetic	and	conceptual	meaning	to	 linen	canvas	 in	a	 fine	art	context,	 in	





The	 interaction	 with	 the	 land	 to	 grow	 the	 flax	 and	 new	 handcraft	 skills	 encountered	 during	 the	
collaboration	in	progress	are	beginning	to	offer	the	designer	and	artist	visual	and	tactile	stimulation.	For	

















colour	 in	 both	warp	 and	weft,	 so	 the	 discovery	 that	 the	 painting	 process	 accentuates	 the	 subtleties	 of	
structures	making	them	more	prominent	and	noticeable	is	a	revelation	that	will	be	developed	further.		
	
The	 project	 has	 offered	 space	 for	 new	 textile	 design	 knowledge	 and	 understanding	 to	 develop.	 The	
accentuation	of	structure	through	priming	the	surface	offers	potential	 in	textile	design	for	application	of	
finishes	that	could	enhance	the	structural	qualities	of	a	woven	textile	in	the	same	way,	for	example,	and	
the	enhanced	performance	of	 the	 stretched	 linen	canvas	primed	 to	give	a	 strong	 surface	under	 tension	



















































It	 could	 therefore	 be	 concluded	 that	 the	 process	 of	 collaborating	 across	 textile	 design	 and	 fine	 art	
disciplines	has	provided	both	practitioners	with	new	knowledge	and	deeper	contextual	understanding	to	
benefit	their	own	on-going	practice,	teaching	and	research.	There	is	potential	for	textile	design	innovation	
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